

















































































































































































































































































































































































































































































































う。ファン・マンデルは「膠と卵白を用いた（絵具） met lijm en Ey」と「油を用















































































































































































































































































































［1］ Karel van Mander, Het Schilder-boeck, Haarlem 1604. ファン・マンデルの原文は次の電子






















































Paul Huvenne, “Van Eyck and the Invention of Oil Painting” in The Age of Van Eyck, 
London 2002, pp.220-225; P. Nuttall, From Flanders to Florence, New Heaven/London 
2004, pp.31-38, 161-191








































しれない。次を参照せよ。N. Dacos, « Pour voir et pour apprendre », in Fiamminghi a Roma, 
Bruxelles 1995, pp.14-31
［30］ Karel van Mander, « Het leven van Sebastiaen del Piombo », Het Schilder-boeck, 
Fol.138v; Samuel van Hoogstraeten, Introduction à la haute école de l’art de peinture (tra-
duction, commentaire et index par Jan Blanc), Genève 2006, p.488

















［45］ L. Guicchiardini, The Description of the Low Countreys, London 1593（イタリア語による
原著は1567年）, pp.3-4
［46］ J. Weale, « Le couvent des soeurs de Notre Dame dit de Sion à Bruges », in Le 








［52］ Karel van Mander, « Het leven van Antonello van Messina », Het Schilder-boeck, “Doe 
men oudts tijts van geen Olyverwe wist, hebben de Meesters veelsins beproeft en gheraemt, om 
houten penneelen bestandiger dingen te moghen schilderen”.  なお、ヴァザ リーのアントネッロ伝は
ラテン語の墓碑銘の後に、アントネッロを讃える文章が続くが、ファン・マンデルのアントネッロ伝は墓
碑銘の引用で終わっている。
［53］ S. Dackerman, Prints and the Pursuit of Knowledgein Early Modern Europe, New 
Haven/London 2011, pp.38 -45; G. J. van der Swan, « A Fertile Imagination », in A. 




［55］ G. Lessing, Vom Alter der Ölmalerey aus dem Theophilus Presbyter, 1774
［56］ S. Van Hoogstraeten, Inleyding tot de hoog schoole der schilderconst, Rooterdam 1678; 
D. Saavedra, Republica Literaria, 1655; B. De Dominici, Vite de pittori, scultori ed ar-
chitetti Napolitani, Napoli 1742-75; C. C. Malvasia, Felsina pittrice, Bologna 1678.  17世紀
における油彩画の発明に関する諸説については、次を参照せよ。P. Brinkman, Het Geheim van 




り、ハウブラー ケンも特にヤン・ファン・エイクへの言及はない。Brinkman, op.cit., pp.100-101
［58］ J. B. Descamps, La vie des peintres flamands, allemands et hollandais, Paris 1753-
1764, pp.1-7; J. B. Descamps, Voyage Pittoresque de la Flandre et du Brabant, Paris 1769, 
pp.220, 306-307
［59］ 初期フランドル絵画の再発見については、次を参照せよ。S. Sulzberger, La réhabilitation 
des Primitifs flamands 1802-1867, Bruxelles 1961; F. Haskel, History and its Images, New 
Haven 1993, pp.432-436
［60］ S. Sulzberger, « La Sainte Barbe de Jean van Eyck », in Gazette des Beaux-Arts, 
1948, pp.287-293; Ch. Wood, « Van Eyck out of Focus », in In His Milieu : Essays on 
Netherlandish Art in Memory of John Michael Montias, Amsterdam 2006, pp.467-482
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Regarding the Comments on Oil Painting Techniques in Karel van 
Mander’s “The Life of Jan van Eyck”
Akira Kofuku
“The Lives of Dutch and Flemish Painters” section is the best-known part 
of Het Schilder-Boeck published by Karel van Mander in 1604. This section 
includes the biographies of almost 100  Northern European painters, and 
“the Life of Jan van Eyck” is considered one of the most important parts
of the Lives. While this fame is largely due to Van Eyck’s high name 
recognition as a painter, Van Mander’s Lives was an experiment in the 
historical recording of Netherlandish painting, and one that established 
Van Eyck’s stature. This painter was portrayed to be the founder of 
Netherlandish painting and thus had the honor of adorning the first page of 
the history as its patriarch. As a result, inevitably his biography has been 
repeatedly quoted and read. 
 The main reason that “the Life of Jan van Eyck” was known to the 
world is undoubtedly the fact that it explained his discovery of oil painting 
method. However, as is well known, Van Mander was not the first to note 
this anecdote. Vasari recorded the process of Van Eyck discovering oil 
painting techniques in his Le vite (1550) more than half a century before 
Van Mander. A comparison of the two texts reveals that Van Mander 
clearly used Vasari as a source. Therefore, the achievement of conveying 
the fact that Van Eyck discovered oil painting techniques was not that of 
Van Mander, but rather should be accorded to Vasari. The Theophilus 
documents and Cennini’s writings indicate that oil painting techniques 
were known prior to Jan van Eyck, but regardless, the fact that today Jan 
van Eyck is widely heralded as the “inventor of oil painting” is undoubtedly 
generally recognized thanks to the evidence provided by Vasari.  And Van 
Mander is basically considered to be just one of Vasari’s successors. 
 And yet, the attitude towards oil painting shown by these two authors 
is in fact quite different. Vasari does not praise oil painting techniques 
overall (let me add that he made, intentionally or unintentionally, several 
mistaken reports regarding the transmission of oil painting to Italy), 
while Van Mander praised it, and positioned oil painting as one of the 
essential aspects of Netherlandish painting. Van Mander intended to write 
the history of Netherlandish painting as the history of oil painting and 
therefore he singled out and praised Jan van Eyck as the discoverer of oil 
painting techniques. Thus, rather than Vasari we can possibly say that it 
was Van Mander’s “Lives of Dutch and Flemish Painters” that raised Jan 
van Eyck to mythic status. In this paper, I have compared the discussion 
of oil painting by Vasari and Van Mander, and further confirmed the 
various materials related to oil painting, and thus considered the historical 
significance of Van Mander’s “Lives of Dutch and Flemish Painters” as he 
sought to position Netherlandish painting as an important school equal 
to that of Italian painting, and to find the unique value of Netherlandish 
painting.
